Lindenwood University

Digital Commons@Lindenwood University
Theses

Theses & Dissertations

7-2021

Elementary Rhythm Pedagogy Analysis
Antonio D. Griffin Jr.

Follow this and additional works at: https://digitalcommons.lindenwood.edu/theses
Part of the Music Pedagogy Commons

1

ELEMENTARY RHYTHM PEDAGOGY ANALYSIS

by
Antonio D. Griffin Jr.
Submitted in Partial Fulfillment of the Requirements
for the Degree of Master of Music Education
at
Lindenwood University

r

© July 2021 Antonio Griffin Jr.

The author hereby grants Lindenwood University permission to reproduce and to distribute
publicly paper and electronic thesis copies of document in whole or in part in any medium now
known or hereafter created.

tuoiaffi I

Antonio Griffin Jr.
_________________________________________________
Author
.

Katherine Herrell, EdD
_________________________________________________
Committee chair
Ryan Curtis, EdD
__________________________________________________
Committee member
Pamela Grooms, EdS
__________________________________________________
Committee member

2
ELEMENTARY RHYTHM PEDAGOGY ANALYSIS
ABSTRACT
Title of Thesis: Elementary Rhythm Pedagogy Analysis
Antonio Griffin Jr., Master of Music Education, 2021
Thesis Directed by:

Katherine Herrell, Associate Professor of Music

Rhythm is a foundational element for a child’s development. Rhythm builds motor skills, aids in
language acquisition, and is at the root of all musical experience. While the concept of rhythm is
universal, there is no universal approach that educators agree best helps students develop
rhythmic ability. This research seeks to discover the most common research-based methods and
better practices for elementary rhythm instruction and align each to current national music
standards and expectations.
Keywords: rhythm; elementary music; notation; Orff; Suzuki; Dalcroze; Kodály
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Elementary Rhythm Pedagogy Analysis
One of the earliest musical skills children develop is a sense of rhythm. Children learn
this skill through play and exploration, and it is perhaps one of the most fundamental concepts of
musical development (Ester et al., 2006). While rhythm may be at the core of all musical
experiences, consistency in instruction is hard to find amongst school districts, content areas, and
classrooms within the same school (Dalby, 2005). Even components of music as standardized as
notational practice quickly become sources of confusion and debate amongst music educators.
As many states migrate towards the implementation of the national core arts standards and
develop aligned curriculum, an opportunity has been created for school districts like mine to
review rhythm pedagogy and best practices.
Until recently, the school district where I currently serve as the general music lead has
embraced a practice of allowing every music teacher complete autonomy in instructional
practices and methodology. While a degree of autonomy is beneficial for students and teachers, a
level of consistency is required to ensure students have all the skills needed as they transition
from elementary to secondary music education. Our lack of consistency is a major flaw pointed
out by a middle school string teacher who noticed that her 6th grade orchestra was composed of
students with various degrees of notation experience and rhythm ability. Of greater concern was
the observation that students had no common method of audiation (a cognitive process by which
the brain gives meaning to musical sounds) or vocalization (Gordon Institute for Music Learning,
2021).
With our school district in the midst of revamping our curriculum, and the realizations of
rhythm experience disparities among students, I have developed the following research question:
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What are the most common methodologies used to teach rhythm at the elementary school level,
and how can I develop a curriculum that leverages the strengths of each?
Literature Review
There are several widely accepted methods for teaching music, each accompanied by its
own approach to rhythm pedagogy. There are the French inspired rhythm syllable systems of the
Kodály, Gordon, and Takadimi methods. Other methods choose to focus on movement and
internalization like those of Dalcroze and Orff Schulwerk. Because of the wide range of options,
a common challenge for music programs is crafting a curriculum that facilitates learning based
on how students develop and form schema (Miller, 2007). The following rhythm pedagogy
research will serve as a launching point for the synthesis of a curriculum that utilizes the most
culturally, developmentally, and musically appropriate elements of the most popular music
education methods. The best place to start this journey is at the end. What rhythm skills and
musical outcomes are expected of elementary students in the United States?
Rhythm Standards & Outcomes
After two years of educators across the country contributing to their development, the
National Core Arts Standards were finalized in 2014.These standards, created by the National
Coalition for Core Arts Standards (NCCAS), focus on providing “standards and supplemental
materials that will be of maximum help to arts/music educators, both in shaping their
instructional programs and in advocating for those programs (Shuler et al., 2014).” While every
state is not required to adopt these standards, 43 states have either begun to revise their current
arts standards or have completed their revision processes of aligning their state standards to the
national core arts standards. Figure 1 shows each state as it stands in its revision process.
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Figure 1
National Arts Standards Adoption

Note. This map, created by the National Coalition for Core Arts Standards, shows each state as it
stands in the national arts standards adoption process as of March 2021. Adapted from
State Adoption of New Arts Education Standards Since 2014 by National Coalition for
Core Arts Standards, 2021. (https://www.nationalartsstandards.org/map)
The general music standards, which elementary music teachers typically follow, are
broken down into four artistic processes representing the way people engage with music:
Creating, Performing, Responding, and Connecting. Interacting with music in these ways aids
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students in becoming stronger musicians. successful 21st century world citizens and connected to
their cultures and communities. Though these categories have unique standards under their
umbrellas, each process is working towards the goal of developing music literacy in students,
such that transcends the ability to read and write notation (Schuler et al., 2014). In the article
“The New National Standards for Music Educators” the authors define musical literacy as the
ability to convey and understand how others convey ideas through music” (Shuler et. al., 2014).
Another major goal of the latest iteration of music standards is creating independent learners who
take an active role in their music making as teachers facilitate the process (Rawlings, 2013;
Schuler et al., 2014).
Language & Rhythm
For several years, educators and researchers have made claims of variable credibility that
formal music instruction can assist in acquiring literacy skills (Moritz et al., 2013). Could it be
possible that a student’s literacy proficiency also has an impact on the acquisition of musical
skills such as rhythm? This is an important question to consider given the limited written and
oral language experience of primary school students and one that a handful of studies have
attempted to answer.
Connections between components of music and phonological awareness can be seen as
early as infancy. Several studies have shown that even infants are able to perceive subtle changes
in tempo and rhythmic patterns (Moritz et al., 2013; Ordin et al., 2019). The connection between
language and music seems to grow deeper and more complex over time. Anvari et al. (2002)
tested the ability of children ages 4 through 5 to echo rhythms and distinguish between two
different rhythmic patterns. These tested abilities were significantly related to several
phonological skills, such as rhyme generation. Another study by Holliman et al. (2010) found
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similar results when looking at children aged 6 through 7. The same skills of echoing and
rhythmic discrimination showed a strong relationship to phonological skills like rhyming words
and phoneme deletion. Finally, Mortiz et al. (2013) found that students aged 10 through 16 with
a reading disability demonstrate more challenges when asked to perform tasks such as echoing
rhythms. This indicates that students with reading disabilities may struggle in their development
of rhythm skills.
Rhythm Syllable Systems
Some music education methods rely heavily on the relationship between language and
rhythm. The Kodály method of music instruction is extremely popular in United States music
classrooms and strongly advocates learning music through the use of the voice, a child’s natural
instrument (deVries, 2001). The essential tools of Kodály include singing, movable do solfège,
hand signs, singing on letter names, movement, and most relevant to this research, rhythm
syllables (Bowyer, 2015). The idea is that students learn a song and are able to switch fluently
between each of these tools, utilizing rhythm syllables at the sight-reading stage (Bowyer, 2015).
Finding its principles based on the work of Hungarian philosopher Zoltán Kodály, the
Kodály rhythm syllable system assigns short mnemonic sounds to the most common simple
rhythms (i.e., ta = quarter note; ti-ti = paired eighth notes) and disregards a rhythm’s location
within the beat (Bowyer, 2015). This methodology also approaches rhythm in a sequential way.
There are specific orders in which students are introduced to rhythmic patterns and symbols.
Students do not receive actual mathematical explanations of rhythm until a significant level of
experience is acquired (Martinho, 2015). However, as is the trend with much of music pedagogy,
there are several options for syllable systems. Examples of some commonly used syllable
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systems in the United States can be seen in figure 2. All of the syllabic systems are means of
eliminating the awkwardness and sterile experience of numerical counting (Johnson, 2018).
One such prominent option can be found in Edwin Gordon’s music learning theory, of
which one of the most important principles is the idea of sound over symbol, that is, drawing
more attention to how music sounds rather than the notation (Dalby, 2005).
Figure 2
Rhythm Syllable Systems

Subscribers to Gordon’s theory finds that there is more to a comprehensive
understanding of rhythm than the mathematical components (i.e., four quarter notes per measure
in 4/4 or two eighth notes = one quarter note). A mathematical understanding of notation,
rhythm, and meter does not guarantee a student can perform with rhythmic accuracy as
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mathematical thinking and audiation are different cognitive processes (Dalby, 2005). Rhythmic
audiation is, however, closely related to language processes, as studies listed earlier have
demonstrated. The concept of sound over notation led to the development of Gordon’s “du-tade-ta” rhythm system. This system, in contrast to Kodály’s, assigns syllables based on a rhythms
relation to the beat (Bowyer, 2015). Similarly, the Takadimi syllable system also assigns
syllables based on a note’s position on the beat, while attempting to provide a universal system
that works for all ages and across choral, instrumental, and general music (Ester et al., 2006).
Movement & Rhythm
While Gordon and Kodaly focus on the ties between language and rhythm, others choose
to emphasize movement as it relates to rhythm. Motor Theory states that our neuromuscular
systems can be conditioned to respond to rhythmic stimuli (Zachopoulou et al., 2003). Carl Orff,
a German composer and music educator, partially based his popular Orff Schulwerk approach on
the idea that music, movement, and speech are related through the concept of rhythm
(Zachopoulou et al., 2003). This approach to rhythm utilizes rhythms found in the world through
play and exploration. Unlike methods like Gordon and Kodaly, Orff associates real words with
rhythms based on their syllabic count and encourages the use of natural speech patterns to teach
rhythm (Ester et al., 2006; Martinho, 2015). For example, the word avocado, containing four
syllables, may be associated with four consecutive sixteenth notes. Many Orff teachers may
invest fully into an iconic notation system. Allowing students time to marinate in iconic
representation rather than the traditional symbolic notation facilitates a deeper understanding of
musical elements rather than blind regurgitation of information (Miller, 2007).
While speech does play a role in the Orff approach, the heart of this methodology is still
movement. The Orff methodology emphasizes that students should be active participants in
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music. Nearly every activity or piece is accompanied with physical stimuli (Martinho, 2015).
Jessica Johnson (2018) calls this process “musical embodiment” and states that it “helps students
feel the music in their bones, as well as discover fundamental aspects of rhythm such as, beat,
tempo, duration, phrasing, flow, energy and weight without requiring an understanding of
musical notation or theoreti-cal concepts” (p. 17). As physicality relates to rhythm, virtually any
movement can be performed to specific rhythms (Zachopoulou et al., 2003). For example,
elementary students participating in an Orff lesson may be asked to jump to the rhythm of the
rhythmic motif found throughout Beethoven’s 5th Symphony. Orff’s philosophy of movement is
greatly inspired by the research of Dalcroze eurythmics (Martinho, 2015).
Emile Jaques-Dalcroze created a method of “music through movement” instruction called
Eurhythmics. Eurythmics stresses that whole-body participation allows for a more complete and
accurate perception and understanding of rhythm and musical awareness (Dell, 2010; Martinho,
2015). However, Dalcroze distinguishes itself from Orff in a few important ways. First,
eurythmics educators believe that movement is the source of all rhythm (Zachopoulou et al.,
2003). Therefore, a student’s rhythmic capabilities only go as far as their locomotor skills. This
leads to the second distinction between these music-movement methods. The Dalcroze method
incorporates the child’s natural repertoire of movements primarily through improvisation. While
the importance of improvisation is not a distinction between Orff Schulwerk and Dalcroze
Eurythmics, Dalcroze relies heavily on the improvisation of “movement,” in contrast to the
“rhythmic” improvisation of Orff. The goal is no longer using movement as a means to improve
rhythmic ability, but to build upon a student’s limited tempo and movement experience as
rhythm improves naturally.
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Maturation vs. Training
Some research has been provided, particularly at the elementary level, that rhythmic
ability can only be improved through natural development rather than instruction. This group of
researchers and biologists believe that rhythm is an inherent ability based on internal biological
timer and genetics. Researchers such as William Groves (1969), Robert McDowell (1974), and
several others conducted studies that show no relationship between musical training and rhythm
skill development (Zachopoulou, 2003). Similarly, over three quarters of educators believe that
music requires some sort of innate talent or proclivity (Scripp et al., 2013).
Other researchers, the behaviorists, believe that a music training program is fundamental
in improving rhythm and other musical skills (Kinney & Forsythe, 2012; Zachopoulou et al.,
2013). Anders Ericsson, a psychologist and expertise researcher, found that what many call talent
is actually expertise acquisition and that there is no identifiable inheritable trait that contributes
to superior musical ability (Scripp et al., 2013). Another study published in 1976 found that
utilizing and alternating the elements of rhythm in a music training program supports the
development of rhythmic abilities. Those elements include (Zachopoulou et al., 2003):
● the basic pulse
● the accent- can be expressed by sonorous sounds or high intensity movements
● the tempo- can be expressed by high, moderate, and low speed (invariant or variant)
● the rhythmic motive- short series of sounds or movements performed according to a
determined beat, which can be either isochronous (e.g., walling) or not (e.g., the rhythm
of polca in which the temporal interval between the beats varies)
● the musical phrase- groups of rhythmic determination of the program's content is of
motives which provide the sensation of temporal completion.
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The idea of training over maturation is taken to another level with the Suzuki
methodology. In fact, the primary philosophy of the Suzuki approach is that every child can be
educated through the environment (Barber, 1991; Scripp et. al., 2013). Suzuki educators reject
the common misconception that musical skill is an inborn talent. Because of this belief, children
as young as three years old may begin receiving instrumental training Barber, 1991).
Also recognizing the similarities between language and music, students of Suzuki learn to
communicate through their instruments before learning note-reading similar to the way a child
learns to speak before reading (Barber, 1991). Teachers are given autonomy with the process of
teaching note reading and when it is appropriate to introduce notation. However, Shinichi Suzuki
recommends that students not move on to something new before they are ready (Barber, 1991).
Many educators have found success teaching instrument skills and note reading together from
the beginning, ensuring to distinguish the two as separate skills (Barber, 1991).
Methodology
Student Population
The student population this synthesized rhythm curriculum will serve is located in the
suburban St. Louis, MO. school district of Ferguson-Florissant. Missouri is one of the 43 states
that has completed the revision cycle of aligning its state standards to the national core arts
standards. According to data updated in 2018 by the National Center for Education Statistics
(NCES), approximately 59% of students are black, 34% are white, 3% are Latino, 1% are Asian,
and 3% identify as biracial. Extremely relevant to this research, the NCES also indicates that
approximately 96.7% of households in this district only speak English at home. Of the other
3.3%, only .5% identify as not being proficient in English. Furthermore, The Department of
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Elementary and Secondary Education reports that currently 100 percent of students receive free
lunch services.
Elementary schools in the Ferguson-Florissant school district are divided into two grade
spans: primary (PrK-2) and intermediate (3-5). All elementary students receive 90 minutes of
general music instruction. However, the frequency of music instruction is determined at the
building level rather than at a district level. This means students at one primary school may
receive music instruction 3 times per week for 30 minutes, where another primary school may
receive music instruction twice per week for 45 minutes. General music does continue at the 6th
grade level, though the number of minutes varies as they utilize an AB rotating schedule.
Generally, students who attend one of this district’s 6th grade academies will receive 60-90
minutes of music instruction per week for one quarter of the school year. As stated earlier, there
is no unified curriculum for this district at the moment. General music teachers either draw
material from the “Spotlight on Music” series of textbooks, “Music & the Brain,” a keyboard
instruction method from New York, or personal Orff, Kodaly, and Dalcroze training or lessons.
Starting in 3rd grade students are given the option to join a school’s orchestra,
choir (if available), and guitar (if available) programs, as well as the option to join their band
program in 4th grade. It is important to note that orchestra and band are not considered “extra”
music training, as it typically occurs during a student’s scheduled general music class.
Focus Standards
The general goal of early rhythm training is to build an internal awareness of pulse and
scaffold an in-depth awareness and understanding of rhythms numerous components (Johnson,
2018). As stated earlier, the national arts standards represent all the ways children can interact
with music. This has led to general music standards becoming broad overarching goals and thus
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many are related to the development of rhythm skills. This research will focus only on
performing and creating standards at the kindergarten, 2nd, and 4th grade levels.
Results & Rationales
Kindergarten- Orff Schulwerk & Dalcroze Eurhythmics
An important point of consideration is that the kindergarten standards that relate to
rhythm do not mention elements of rhythm commonly found in Eurocentric and traditional
music-making, such as standard notation and meter. Instead, students utilize iconic notation
which is native to the Orff methodology. As stated earlier, Orff uses familiar pictures and words
taken from the world to represent notational, structural, and expressive elements of music. There
are numerous programs and resources that utilize a system of iconic notation. The one that I am
suggesting at the primary school level is created by an online program called Prodigies Music
Lessons. This program has many activities ranging from reading rhythms in a circle, like on a
clock, to the popular “Sweet Beats” which I recommend for primary students. The Sweet Beat
system of iconic notation uses foods to represent standard notation. For example, cherries would
represent paired eighth notes, while beats represent quarter notes. The Sweet Beats activity in
Appendix A includes an example pattern and lesson which addresses standard MU: Cr2A. Kb
(with guidance, generate musical ideas (such as movements or motives).
Standard MU: Cr1A.Ka (with guidance, explore and experience music concepts (such as
beat and melodic contour) does not focus on developing hard skills, which some see as the best

use for methodologies like Kodály and Suzuki (deVries, 2001). Instead, students are asked to
explore (a skill native to Eurhythmics) and experience (a skill embedded in Orff) the specific
rhythmic concept of beat. One activity that I’ve found success with is a game called “Beat
Energy!” This activity is a simple warm-up that helps prime students for a lesson invested in
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rhythmic development. The basis of this activity is a game, and as Orff educators know well,
play is important for Kindergartners to become engaged with a concept. The extension of this
activity asks students to stretch into their upper levels of thinking and improvise (create) their
own actions. This is where Eurhythmics shines, allowing students to demonstrate their beat
awareness by eliminating the barrier of imposed movements and freeing students to use natural
movements from their repertoire of locomotor skills.
The last activity listed for developing rhythm in Kindergartners also leverages
components of Orff and Eurhythmics. Living Illustration is an activity employed by music
educators everywhere and, depending on how it is implemented, can hit both several standards at
once. The way the activity is outlined in Appendix A will help students work towards two
standards:
● MU: Cr1A.Kb- With guidance, generate musical ideas (such as movements or
motives).
● MU: Cr2A.Kb- With guidance, organize personal musical ideas using iconic
notation and/or recording technology.
The first standard lists movements as an example of a musical idea for students to work with. In
lieu of formal dance classes/teachers at the elementary level, as well as the recommendations of
research-based methods like the ones suggested for kindergarten in this section, my school
district chose to make movement and dance a major goal for elementary music classes. In Living
Illustration students listen to a story and develop actions to represent elements of the story that
are rhythmic based. This could be a knock on the door, or bunnies hopping down a path. This
strategy can be found in both Orff and Eurhythmics classrooms. Once students generate their
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movements, they can decide how they can notate it so that everyone remembers what to do.
Students should use iconic notation as dictated in the standard.
2nd Grade- Orff, Kodály, & Eurythmics
While the kindergarten rhythm standards ask for students to do very broad and generic
activities like exploring and experiencing, at the second-grade level tasks and skills become more
concrete and defined. For example, 2nd grade students are now asked to do more higher-level
thinking tasks such as demonstrating and analyzing. Furthermore, the notational experience of
2nd grade students should now include standard notation and rhythmic patterns. All of these
changes introduced at the 2nd grade level are aspects of the Kodály methodology. However, this
does not beg for an immediate elimination of the foundational practices students have used to
this point. Instead, I propose thinking of 2nd grade as a transition year where more formal
elements of music and practices are introduced. This seems even more practical when
considering students in my school district go to intermediate schools in 3rd grade where
orchestra, guitar, and choir begin.
One activity to aid in the transition from iconic to recording technology and standard
notation is Chrome Music Lab. The Chrome Music Lab website is a hub of music related
experiments and activities created by Google and has been extremely useful especially in virtual
and concurrent teaching environments. This activity aligns with standard MU: Cr1A.2b, which
states, “Generate musical patterns and ideas within the context of a given tonality (such as major
and minor) and meter (such as duple and triple).” and MU: Cr2A.2b, which states, “Use iconic or
standard notation and/or recording technology to combine, sequence, and document personal
musical ideas.” Students are assigned rhythms in the same order that Kodály recommends
introducing rhythms. Students begin by creating the rhythm using iconic notation. They continue
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through the activity by translating the iconic notation to standard notation, and then to a
sequence. This approaches notation as if it were a language. For example, the words music,
musique, and música all mean the same thing. They are just different languages. This activity
tries to create musically multi-linguistic musicians. That is, students who can operate in more
than one musical language (i.e., iconic notation, standard notation, recording technology). A task
not so out of reach considering the cognitive similarities between processing language and
rhythm as listed earlier.
Related to the topic of language and rhythm, much of the research that led to the creation
of the most common elementary music methodologies recommends removing the mathematical
component of rhythm until students have a holistic understanding and internalized connection
with rhythm. Therefore, a syllable system is an ideal form of audiation at this grade level rather
than a counting system. The Takidimi system provides many benefits, the most important of
which being that it was created to be a system for all ages. The system also takes into account a
rhythms relation to the meter, scaffolding a mathematical understanding of rhythm later on.
The activity “Rhythm Among Us” is a fun activity that helps students not only practice
reading standard notation but listening skills as well. The game “Among Us” has become
extremely popular in the past few years and this activity attempts to capitalize on student
interests. Students are given a set of rhythms which are ordered according to Kodály’s
sequences. One student will have a set with a few missing rhythms. Their job is to try to fake
their way through the missing rhythms, so they are not caught. Students read through the
rhythms using Takadimi syllables and also listen to see if other students are reading it wrong as
they try to both convince others they are real and figure out who is fake at the same time. This
activity utilizes the sequences of Kodály as well as a syllable system. The games and play
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component of Orff is also incorporated as students work toward standard MU: Pr4B.2b (when
analyzing selected music, read and perform rhythmic and melodic patterns using iconic or
standard notation).
The final activity is a rap several of my students helped me come up with during my first
two years teaching. Rap is a great way to work on rhythm since that’s where its beauty lies.
Often other musical elements, such as pitch or dynamics, are not important for a rap song. This
activity uses this, as well as a “cypher” or “freestyle” way of performing, which is just hip-hop’s
way of saying improvisation. Students rap through the song and create their own ostinato at the
improvisation section. Then other students repeat that ostinato and the process repeats. This
simple activity is packed with aspects of Orff, Kodály, and Eurhythmics. Children's songs,
movement, and the use of percussion instruments come from Orff Schulwerk. Kodály advocates
for the use of folk music, which for much of the American population, includes rap music.
Finally, Eurhythmics prescribes improvisation as a key component of music lessons.
4th Grade- Orff, Kodály, & Suzuki
The 4th grade rhythm-oriented standards are written similarly to the 2nd grade standards.
The tasks and concepts are almost exactly identical. Students are refining skills such as pulse,
notation literacy, and improvisation, which they have started working on around 2nd grade. This
is a great time to introduce a mathematical understanding of notation and meter. According to the
Missouri Learning standards, students don’t begin instruction on fraction operations (time
signatures in music) until 3rd grade. This gives students a chance for them to get the
foundational knowledge of fractions before they have to apply it in a novel situation like music
class.
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Charlene Dell (2010) gives several activities towards helping students not just count the
beats, but also feel them. The activity, The Switch Game, incorporates string playing technique
while trying to build metrical and rhythmic awareness. This activity is timely as several students
will have joined orchestra, guitar club, or have experience playing classroom ukulele. The
incorporation of string instruments as well as the structured progression of this lesson is taken
from Suzuki methods. Students begin by playing consecutive sixteenth notes on an open string.
To modify this for a general music setting, students can play guitars, ukuleles, or percussion
instruments you have handy. When the teacher calls “switch,” students move to the next largest
subdivision (i.e., consecutive eighth notes). I recommend using a metronome so students can
accurately hear the amount of space each note is taking up. Dell also offers extensions of this
activity where students have to “switch up” by moving to larger subdivisions, or “switch down”
by moving to smaller subdivisions. Another extension divides the class into groups, each playing
a different division of the beat. According to Dell (2010) this extension helps students
understand how different note lengths are related and how to place those various note lengths
within each other. This activity advances students towards meeting standard MU: Pr4B.4a
stating, “Demonstrate understanding of the structure and the elements of music (such as rhythm,
pitch, and form) in music selected for performance.”
Standards MU: Cr1A.4b (Generate musical ideas) and MU: Cr2A.4b (b. Use standard
and/or iconic notation and/or recording technology to document personal musical ideas) will
often be addressed within the same activity. The Earsketch activity is a more rigorous version of
the Chrome Music Lab activity that provides opportunities for cross-curricular collaboration.
Earsketch is an online program where students create original songs from a sample library of
both original and licensed music. However, the way students put these songs together is what
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makes this activity unique. Students assemble songs through coding. Students learn the basics of
coding in library and media classes, then use those skills in music to construct music in general
music class. To help provide focus to this activity, students should receive a set of goals of what
they need to accomplish. For example, students may need to create an accompaniment to the
song “All Fall Down” using percussion instruments in their choice of 4/4 or 6/8.
Another thing to note about the music standards is that students are increasingly expected
to make connections between music and the cultural, political, and social factors that influence
artistic creation and performance. The activity, Daybreak Express, uses Orff/percussion
instruments for students to improvise rhythmic elements to the song after which this activity is
named. With the exception of Suzuki which has a specific repertoire of pieces to be studied, the
methodologies discussed within this research recommend using music from the students’
cultures and folk music as a basis for music development. For a school district with a minority
dense population, jazz is an important component of their musical heritage. Students listen to the
way Duke Ellington utilizes different sounds to invoke the sound of a large locomotive. Students
then improvise their own ideas to emulate the rhythms of the piece and then improvise rhythms
for other objects, people, and places. An important component of this lesson is the discussion
about why this piece was possibly composed. This activity will help students teach standard MU:
Cr1A.4a (Improvise rhythmic, melodic and harmonic ideas, and explain connection to specific
purpose and context (such as social and cultural).
Conclusion
The above resources and activities are to be considered a jumping off point for music
educators, especially those serving similar communities, to rethink the goals and strategies they
have in place for rhythm pedagogy at the elementary level. While students at all ages may
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benefit from the mathematical explanations of rhythm, commonly accepted research-based
methodologies suggest removing the mathematical component in favor of active experiences,
such as play and movement. They also suggest the utilization of sound-based systems for
audiation like Takadimi. It is also important to remember that a complete understanding of
rhythm is not something that can be mastered quickly as there are numerous elements to consider
such as notation, meter, beat, improvisation, and internalization. Also, it is important that I
acknowledge that no methodology stands alone. The methodologies listed in this research should
not exist on their own. These are pedagogies for elementary general music. This means that
students are receiving instruction in all areas of music and all learning styles will be present. To
facilitate learning for all learning styles and interests, a combination of all these methodologies is
required. The standards listed in this research and their suggested aligned methodologies will
hopefully serve as a point of departure to tastefully homogenizing elementary music education in
disjointed school districts such as mine.

24
References
Anvari, S. H., Trainor, L. J., Woodside, J., & Levy, B. A. (2002). Relations among musical
skills, phonological processing, and early reading ability in preschool children. Journal of
Experimental Child Psychology, 83, 111–130.
Barber, B. (1991). Traditional & Suzuki teaching: A comparison. American String Teacher.
American String Teacher.
Bowyer, J. (2015). More than solfège and hand signs. Music Educators Journal, 102(2), 69–76.
DOI:10.1177/0027432115611232
Brophy, T. S. (2002). Toward improving music teacher education. Arts Education Policy Review,
104(2), 3-8.
Dalby, B. (2005). Toward an effective pedagogy for teaching rhythm: Gordon and
beyond. Music Educators Journal, 92(1), 54–60. DOI:10.2307/3400228
Dell, C. (2010). Strings got rhythm: A guide to developing rhythmic skills in beginners. Music
Educators Journal, 96(3), 31–34. DOI:10.1177/0027432109355635
deVries, P. (2001). Reevaluating Common Kodaly Practices. Music Educators Journal, 88(3),
24–27.
Ester, D. P., Scheib, J. W., & Inks, K. J. (2006). Takadimi: A rhythm system for all ages. Music
Educators Journal, 93(2), 60–65. DOI:10.1177/002743210609300222
Holliman, A. J., Wood, C., & Sheehy, K. (2010). The contribution of sensitivity to speech and
non-speech rhythm to early reading development. Educational Psychology, 30, 247–267.
Johnson, J. (2018). Awakening rhythmic intuition and flow: In the developing pianist. American
Music Teacher, 67(4), 16–21

25
Kinney, D. W., & Forsythe, J. L. (2012). Does melody assist in the reproduction of novel rhythm
patterns? Contributions to Music Education, 39, 69–85.
Miller, B. A. (2007). Of hot cross buns and hot dog buns: Bridging the gap between iconic and
symbolic models of understanding. General Music Today, 20(3), 11–18.
Moritz, C., Yampolsky, S., Papadelis, G., Thomson, J., & Wolf, M. (2013). Links between early
rhythm skills, musical training, and phonological awareness. Reading & Writing, 26(5),
739–769. DOI:10.1007/s11145-012-9389-0
National Coalition for Core Arts Standards. (2021, March 1). State adoption of new arts
education standards since 2014. https://www.nationalartsstandards.org/map
Ordin, M., Polyanskaya, L., Gómez, D. M., & Samuel, A. G. (2019). The role of native language
and the fundamental design of the auditory system in detecting rhythm changes. Journal
of Speech, Language & Hearing Research, 62(4), 835–852. DOI:10.1044/2018_JSLHRS-18-0299
Rogers, G. L. (1996). Effect of colored rhythmic notation on music-reading skills of elementary
students. Journal of Research in Music Education, 44, 15–25. DOI:10.2307/3345410
Rawlings, J. R. (2013). An interview with Lynn Tuttle about the core arts standards: Embracing
a new paradigm in arts education. Arts Education Policy Review, 114(2), 157–161.
DOI:10.1080/10632913.2013.803408
Scripp, L., Ulibarri, D., & Flax, R. (2013). Thinking beyond the myths and misconceptions of
talent: Creating music education policy that advances music’s essential contribution to
twenty-first-century teaching and learning. Arts Education Policy Review, 114(2), 54–
102. DOI:10.1080/10632913.2013.769825

26
Shuler, S. C., Norgaard, M., & Blakeslee, M. J. (2014). The new national standards for music
educators. Music Educators Journal, 101(1), 41–49. DOI:10.1177/0027432114540120
Zachopoulou, E., Derri, V., & Chatzopoulos, D. (2003). Application of orff and dalcroze
activities in preschool children: Do they affect the level of rhythmic ability? Physical
Educator, 60(2), 50–56.

27
Appendix A

28

29

30

31

32

33

34

35

36

37

38

39

40

41

42

43

